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JUNE 20, 1916.
W. W. COBBETT, ESQ.,
IN THE CHAIR.
STRING QUARTETS.
BY RICHARD H. WALTHEW.
WHEN I was honoured by an invitation to read a Paper before
the Musical Association, the suggested title was " The Evolution
of the String Quartet" But the word " evolution " has a scientific
flavour which hardly accords with the, I am afraid, very
unmethodical discourse which I am to present to you this
evening. A practising musician has no leisure for learned
research, and my acquaintance with String Quartets is no greater
—is in fact very probably less—than that of many now present
One slight qualification I may possess for talking on this subject
may lie in the fact that I have written a certain amount of
music in this form, and although the result has been to me
disappointing, still the mere endeavour, however bungling, gives
the writer a certain insight into the difficulties and perils of this
form of musical composition, and increases his admiration for
the performances of those great artists who have successfully
surmounted the one and avoided the other. I wish, then, to
treat of the String Quartet mainly from the composer's point of
view, and particularly of the works of the classical masters. The
use of the word " classical" in its musical application is rather
strange. It may be taken as describing works that by their
perfection of structure, as distinct from their purely emotional
qualities, recall the sculpture of classical times,—or it may
import that the works in question were written long ago (as time
is reckoned in musical matters) and have become classical by
reason of their survival. But it comes to much the same thing,
I think. No piece of music, least of all a' String Quartet, is
likely to have a long life which does not satisfy our sense of
symmetry and proportion.
Another objection to the use of the word " evolution " in this
connection is that it seems to connote the idea of developrrcnt
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146 String Quartets.
or progress. Now the remarkable point about the String Quartet
is that it started all at once with Haydn, and does not seem to
have had any regular precursors. One reason for this may be
that the stringed instruments of the time had only recently
developed into the forms with which we are. now familiar,
and also perhaps the new homophonic style of composition
was found better suited to a genuine instrumental style
than the old instrumental modes of expression, founded
as they were so largely upon vocal music. We have all
read about the "chest of viols" and the delightful music-
makings of the period, but the performances must have
been of a rather happy-go-lucky kind as regards the number
and kind of the instruments taking part The music was
written mostly in three parts, which were doubled at pleasure ; if
one of the expected company should fail to appear it didn't much
matter. And so we may take it that the String Quartet as we
know it, a set and elaborate composition for two violins, a viola,
and a 'cello, began with Haydn, and one can almost say has
progressed very little since. I think we should be careful how
we use the word " progress " in connection with the fine arts. The
expression is almost meaningless unless we have a clear idea of a
goal towards which progress is to be directed. In musical matters
the word may be used to indicate a development of mechanical
means,—improvements in instruments, systems of fingering, &C.—
but the stringed instruments forming the Quartet are the same as
they were in Haydn's time ; and so in this respect, at all events,
there has been no progress. It is true that the art of composition
has expanded and developed enormously, but the paths along
which it has travelled have mostly led away from what we may
call the main road, and have had little influence upon the purer
forms of chamber music. I hope to refer later to this very
interesting aspect of the subject
To return to Haydn. In contemplating his genius as it is
exhibited to us in the String Quartets, perhaps its easy fecundity
is what chiefly strikes our imagination. I believe there are over
eighty of these works, but apart from the actual mechanical
labour and consequent expenditure of time in writing them, there
seems to be no reason why there should not be eight hundred of
them. This confident prodigality contrasts curiously with the
output of modern musicians such as Grieg, Ravel; and Debussy,
with their one Quartet apiece. Haydn was one of those "wealthy
men who care not how they give," and of course and inevitably
not all of his Quartets are on the same level. Some of the early
works are sketchy and little more than a framework; also the
first violin is unduly favoured, but taking them as a whole they
discover a profusion of inspiration which seems to flow from
an inexhaustible source. In the early Quartets there may be
noticed a certain tentativeness, as of one dealing with an untried
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String Quartets. 147
medium and not quite sure of himself ; but this hesitancy is in
the matter of form quite as much as in the treatment of the
instruments. The difficulty was to strike the balance between
formal perfection and the actual expressiveness of the musical
material. Too great a freedom of emotional expression was
likely to result in rhapsody and lopsidedness, and on the other
hand there was the danger of .the music becoming a Gold
manipulation of patterns. In the earlier stages of a new form
composers are more likely to fall into the second of these two
errors than the first, and this, as a matter of fact, is what
happened to Haydn; the mere novelty of balancing one key
against another key,—one might even say one chord against
another chord,—was so attractive to him as to divert his attention
from essentials. But even in these early Quartets there is a
vivacity about the music unattainable by the mere craftsman,
and one is constantly charmed by little personal touches such as
the graceful turn of a cadence or the witty prolongation of a
rhythmical figure. There is hardly one of the Quartets that does
not possess this element of surprise. As regards the maturer
works, in certain respects they remain unsurpassed at the present
day. The feeling we have for them and the composer is
sometimes indicated in the expression "Old Father Haydn."
So far as this is a testimony of affection for the musician to
whose " profuse and [seemingly] unpremeditated art" we owe
such a debt of gratitude, well and good. But if it should
contain any suggestion of patronage, or betoken any complacent
attitude towards one who (it may be said) must be considered to
have done well in view of his limited opportunities!—if this is
the idea underlying the phrase it should be resented. Not only
was Haydn the founder of the String Quartet, but his best works
in this form remain models of what such things should be, and
better models than the works of some later composers of perhaps
more commanding genius. No doubt the pervading cheerfulness
and good humour of his work has made us somewhat forgetful
of the serious and manly aspect of his genius, of which there are
many examples in his Quartets. Like Verdi, he was never too
old to learn, and in his later Quartets, as in his later Symphonies,
the greater richness of the harmony and greater breadth of style
betray the influence of Mozart. But it must not be forgotten
that Haydn was first in the field: he was the first master to
grapple with the problem of applying the newly-contrived Sonata
style to four stringed instruments, and he deserves all the honour
due to a pioneer, although this is by no means his only claim to
our admiration.
It is generally agreed that the String Quartet is an ideal form of
chamber-music, and for reasons sufficiently obvious. The sound
of the four instruments playing in well-disposed four-part harmony
is extremely beautiful, and yet at the same time not over-pungent.
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148 String Quartets.
We do not weary of it as we should, I am sure, of a long work
for two oboes, cor anglais, and bassoon. Again, although the
effect of the four strings playing together is so smooth and
homogeneous, each of the three instruments has its own
particular qualities of tone-colour and can be made to stand
out as a solo instrument whenever it may be required. Then
all the instruments, in addition to their ability to give out a
cantabile melody in such incomparable fashion, have almost
limitless capabilities for figure work and passage playing. Also
by being able on occasion to increase the number of parts by
double-stopping, they add further to the varieties of effect at the
disposal of the composer. As against these unique advantages,
I can only think of two drawbacks—the somewhat limited
downward compass of the combination and the impossibility of
evoking an overwhelming mass of sound: but from the strict
chamber-music standpoint this last may hardly be reckoned a
drawback. Composers have not always accepted this limitation,
and have often marked climacteric passages double- and even
treble-/orfe. But it is misleading to do so. Brahms has
recognised this : in two out of his three String Quartets there is
not a single double-/orfe mark. A weakness of the String
Quartet from another point of view maybe the fact that the music
is not under the control of one performer as in the Pianoforte
Sonata, or in a much lesser degree in a Symphony. This may be
held to be a falling short of ideal perfection. In the same
way a despotism with a supremely enlightened despot may be
considered the ideal form of government; but against this view
of the matter may be set the delight of co-operation for a single
end, and that discipline of give-and-take which is so valuable in
the formation of a healthy musical personality.
To return to Haydn once again. No doubt the most important
outside occurrence of his long life was the too brief appearance
in the musical heavens of a star of the first magnitude in Mozart.
Haydn had his share in the general illumination cast by this
supreme luminary, and nowhere is the result more conspicuous
than in the String Quartets. We find in his later Quartets a
greater richness of sound, a freer use of chromatic harmony, and
a bolder range of modulation, which can be directly traced to
the influence of Mozart At the same time we must not forget
that Mozart always acknowledged that it was from Haydn that
he learnt how to write String Quartets. But although Haydn was
thus swayed by Mozart, his own individuality not only persisted,
but seemed to become even more pronounced; the extension of
his technical equipment gave him greater power of self-expression,
and, as Mr. Dunhill puts it in his admirable book on Chamber
Music, it is only the small man who scorns to be indebted. As an
example of this persistence of musical personality I will play
(so far as is possible on the pianoforte) the beginning of one
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of his later Quartets which in its humour and sprightliness is
extremely characteristic, and could hardly be mistaken for the
perhaps more finely touched sentiment of Mozart It has been
said that originality has more to do with the treatment of melodies
than with the invention of them : there is much truth in this,
and I will play a few bars of the development section of this
movement
Of late years we have been accustomed to regard the man
of genius as the special outcome of his age; as being
conditioned by its conditions although he assists in changing
them. This being so, what are we to think of the appearance
of Mozart in the eighteenth century, a century that we
of this enlightened age are always abusing for its prosaic,
materialistic character? But the highest wisdom is, I think,
independent of the intellectual achievements of any particular
period, and we may look upon the phenomenon of a Mozart as
on that of an aerolite fallen to earth from heaven and connected
with its surroundings in only an accidental way. For there can
be no doubt, 1 think, that the quality in Mozart's work which we
most clearly apprehend, and which accounts for its permanent
appeal to mankind, is its profound spirituality. How this comes
to be so we cannot explain ; it cannot be analysed. We can only
play and listen to the music; " and there ye have heard and
seen," as Abt Vogler says. If I may quote from one of my own
lectures: " In chamber music it is not only the sound of the
music that is important; equally so is the primal energy of idea
of which the played work can be but an incomplete expression."
We can understand, therefore, how to a musician like Mozart the
String Quartet, in which the effect of a great volume of sound is
impossible to compass, and in which the musical idea is everything
—we can realise, I say, how suited to such a musician was such
a medium.
I will play on the pianoforte the first half of the slow movement
of Mozart's Quartet in Et\ not with the idea of giving you any
real notion of the effect of it, but in order to direct your
attention to certain points which are characteristically Mozart, as
my previous illustration was characteristically Haydn. You will
observe the wide sweep of the musical phrases; there are very
few perfect cadences, and the music is carried on from point to
point with increasing interest; then I would wish you to notice
the free use of chromatic harmony in the inner parts. An effect
which cannot be represented on the pianoforte is the poignant
sound of the viola in its upper register as it starts the new theme
in the key of the dominant; note also towards the end the
contrast obtained after a richly harmonized cadence by the two
violins playing in octoves thinly supported by occasional detached
notes for the viola and 'cello. Another effect that cannot be
reproduced on the pianoforte is the points of imitation with which
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15° String Quartets.
the subject starting at the sixth bar begins ; on the pianoforte it
will sound like one connected part.
There is one style of writing for the String Quartet which is not
so effective as at first sight we should imagine it to be. I refer
to the strict polyphonic method. In a few of his Finales Haydn
has adopted this style, and written complete fugues with two or
three subjects. But this method of writing for the Quartet has
this drawback : that it is too obviously founded on vocal models,
and after a time one feels that a greater number of instruments
are required to give the themes their proper vigour, and to realise
the cumulative effect of a finely constructed fugue. And so it is
not surprising to find that composers have practically abandoned
this style of Quartet-writing. Mozart, with his infallible instinct,
seems to have felt its unsatisfactory nature. In the last movement
of his Quartet in G there is a good deal of this kind of counter-
point, but it is mixed up with music of a purely homophonic
character (as in the Finale of the " Jupiter " Symphony and the
" Magic Flute " Overture), and there is no sense of monotony.
In Mozart's work we see the culmination of pure String Quartet-
writing. In this direction it was impossible to go further, and
any talk of subsequent progress is idle and likely to give a wrong
impression. But other things have been added and new paths
have been opened up, and this brings us to the great master who
used the String Quartet to express his most intimate thoughts and
feelings. It was said of the sonnet form in poetry that " with this
key Shakespeare unlocked his heart," and die same may be said
of Beethoven and the String Quartet. But Beethoven did not at
once attain this command over his material; in the six fine works
comprised in the Op.. 18 there is nothing so "advanced," as the
word goes, as many things to be found in certain of his pianoforte
works with an earlier Opus number. For instance, the slow
movement of the Sonata, Op. i o, seems to be more deeply felt
and is more unlike the work of his predecessors than anything in
the Op. 18, if we except the La Malinconia movement of the
B& Quartet and its subsequent appearance in the final Rondo,
which is very suggestive of future developments. But in these
early Quartets the personality of Beethoven is most plainly to be
discerned in the matter of construction. We get short phrases,
as in the first Quartet in F, which serve as a kind of motto for
the whole movement. Then we get the Scherzo actually
so-called, although many of Haydn's Minuets are Scherzos in
everything but name. The writing for the instruments (particularly
the first violin)-is more difficult technically, but the part-writing,
although sufficiently independent, is not more so than in Mozart's
best Quartets. With regard to the actual quality of the music it
is almost an impertinence to criticise, so masterly is the writing in
every respect. But I confess that on the whole I miss the frank
humour of Haydn and the ethereal beauty of Mozart, and
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String Quartets. 151
although both these masters are constantly recalled, it seems to
me that these particular moods were not entirely natural to
Beethoven,—or, at all events, at this time and in these Quartets.
In the last movement of the Quartet in F there is a certain
similarity between the subject and its treatment, and the fragment
from Haydn that I have already played. But whereas with
Haydn the humour seems perfectly free and unforced, with
Beethoven it appears to me not altogether so. I will play the
passage in question.
Of course this is only a personal feeling. I make these remarks
with the utmost humility, and it is quite probable that other
musicians have not felt what seems to me this lack of entire
spontaneity. And then with the slow movements. The
Beethoven Adagios possess what we may call an ethical element
which we do not find in Mozart. Take the first bars of the slow
movement of the Quartet in G. This is broad and noble music,
and characteristically Beethoven ; but it is distinctly hortatory.
The difference between a Beethoven slow movement of this period
and a Mozart slow movement is much the same as that between
a sermon and a rite, and I suppose people will prefer the one or
the other according to their individual leanings.
I have said that since Mozart's time, although there has been
no progress in the sense in which the word can be applied to
music, other things have been added to the String Quartet.
There is this didactic quality to which I have just referred, and
in the three Quartets, Op. 59, we come at once upon other things
hitherto unexpressed in the String Quartet: the ideas of struggle,
revolt, triumph ; also irony and mysticism, all expressed with a
concentrated intensity of utterance combined with an enormous
breadth of style. Of this latter a fine example is the first
movement of the Quartet in F, where for the first nineteen bars
we get nothing but tonic and dominant harmony. The
reiterated quavers of the accompaniment figure in this opening
are theoretically not very good quartet writing, but in a
movement on such a big scale things are possible which we
should condemn in a work of lighter calibre, and Beethoven
knew exactly how to preserve the balance and maintain the
interest throughout. But in a work of such immense scope and
magnificence of idea, written for only four instruments, something
has to be sacrificed, and I think it is plain that there is at least
one part of the movement where a greater body of tone is
wanted than can be extracted from four stringed instruments:
this is in the fortissimo version of the first subject which
occurs towards the end of the movement. Yet the poise of the
whole movement is so perfect, and the climax in question so
carefully prepared, that it is probable that the listener will
mentally supply what is not there and fill up for himself the
actually thin chords. Another similar passage is to be found in
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the glorious Finale of the C Quartet, and in much the same place
in the movement; but our prevailing feeling about this movement
is wonder at the richness of sound and at the astonishing skill
whereby a subject, which in its tremendous vigour might have
been conceived as given out by a great number of instruments, is
so treated as hardly ever to overstep the bounds of pure String
Quartet writing. In the second movement of the Quartet in F we
have an example of what I have veutured to call irony; but
there is no one word that can wholly define the particular mood of
the music. I see that Mr. Dunhill describes the beginning of
this movement as bewitchingly playful. How differently music
affects different people! To me this opening seems positively
grim, and so with its treatment throughout the movement, where
it is continually being placed in ironic juxtaposition with a theme
of exquisite beauty and tenderness. There is a wanton and
even mocking humour in this movement which is unique.
The slow movement of this same Quartet has an intensity of
melancholy which recalls Tchaikovsky, although the music is
far stronger and less luxuriant. As a fine example of colouring,
the return to the principal subject may be quoted; the
first violin plays the melody sotto voce to a murmuring
accompaniment of arpeggios on the second violin, while
reiterated demisemiquavers on the low C of the viola sound
like a subterranean muttering, and there is a light pizzicato
figure on the 'cello. As an example of the mystical feeling I
have mentioned as being almost new in instrumental music I
may instance the introduction to the first movement of the
Quartet in C and the beginning of the Coda of the first
movement of the Quartet in E minor. But this is only a
random dipping into the beauties and profundities of these
Quartets; it is not possible to describe in a few words—in any
number of words—their many-sided human appeal. Between
these and the Quartets of the third period come two splendid
works—the E flat Quartet (Op. 74) and the F minor Quartet
(Op. 95), both of which at times predict the methods of the
third period, but in general may be classed with the second
period Quartets. Of the amazing Quartets of the third period it
is difficult to speak. It is like contemplating an abyss, so vast
are they in scope and style. They make great demands upon the
imagination of the hearer, who is frequently required to fill in
mentally what is not actually there, and to apprehend the often
complex sense of the music of which the mere sound is
sometimes but a pale reflection. But it can hardly be said
that even in these works Beethoven passes the limits of String
Quartet writing. Sketchy though they are at times, they are not
orchestral, and one cannot imagine any other medium more
likely to convey the intimate nature of the thought. Rather do
these works sometimes stray out of the territory of music
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altogether in their seeming striving for a too definite expression.
But to dwell overmuch on this aspect of these late Quartets
would create a false impression of them as a whole. They
contain long stretches of the purest and most effective four-part
writing, as at the beginning of the C sharp minor Quartet, and in
this respect, as well as by reason of the absolute independence of
the instruments, they may be studied to advantage by discerning
students who may be trusted not to attempt to imitate or improve
upon those peculiar methods of expression which required the
genius and unique personality of a Beethoven to carry through to
a successful issue.
It is no disparagement to the many fine Quartets that have
been written since Beethoven's time to say that their importance
and interest for us lies in the various ways in which the particular
genius of their composers is displayed through them, rather than
by any pronounced novelty in the treatment of the instruments.
Indeed it is difficult to see how this could be otherwise. The
instruments are the same, and the standard of execution of the
finest performers has always, I suppose, been pretty much so;
certainly the Beethoven Quartets tax the powers of even our
greatest players of the present day. And there is such little
room for novel effects which are not transparently meretricious.
The instruments, or one of them, may be muted, the 'cello or
viola may disport himself at the extreme upward limit of his
compass, harmonics may be brought into play, and so on; but it
all amounts to very little, and in the end the composer is forced
back upon his specifically musical resources.
The String Quartet has always been regarded as a kind of test
or trial to which most eminent musicians have submitted
themselves, although there are some, mostly writers of operas, to
whose genius it is obviously unsuited.
It is not difficult to draw up a set of rules saying what should
and what should not be done in writing a String Quartet. Thus all
the parts should be of equal interest and importance, there should
be no stuffing but plenty of figure work, die writing should be
"stringy" throughout, there should be no melodrama, there
should be plenty of rests in each part, and so ori. Yet we find
that many masters have often done the thing they should not do.
Schubert's lovely works are founded on a lyrical basis, and the
instruments are kept working away throughout with very little in
the way of rests. In Schumann we are conscious of the
influence of the pianoforte. Much of Mendelssohn and
Tchaikovsky is orchestral, and Smetana's E minor Quartet is
decidedly melodramatic. But the rules are sound enough, and
the works of the writers mentioned delight us, not because of
their transgressions but in spite of them. Perhaps the Quartet
by a distinguished musician which most consistently defies all the
accepted principles of quartet-writing is Grieg's. It is certainly
U Vol. 42
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not a good Quartet.; it is positively noisy, and yet it is so obviously
the sincere work of a musician of great natural gifts that we
cannot unreservedly condemn it Many a young student could
write a better Quartet from the technical point of view (or perhaps
I should say the ideal point of view; Grieg certainly gets the
effects he wants, the pity is that he should want them); but,
after all, the work has striking personal qualities which command
our attention, although we may lament the inappropriateness of
their expression through such a medium. The two writers of
recent years who have most successfully conserved the ideal
character of String Quartet-writing are Brahms and Dvorak, both
of them musicians who founded their instrumental style on the
classics; but modern music has taken a turn which I think the
String Quartet will find much difficulty in following. I refer to
the great attention which modern musicians have given to the
pictorial and descriptive as contrasted with the more abstract
imaginings of former times. The great development of modern
orchestras and the skill of the performers has made possible all
kinds of successful efforts at realism in music, and most
characteristically modern work is noted by its exploitation of this
side of the art. But I cannot see how any form of chamber
music, least of all the String Quartet, can fitly be made the
vehicle of music of this kind: and I would say that I hope it
will not be attempted, were it not for the fact that it is the
privilege of a great master to show us how things can be done
which we had never dreamt of before. And so we must, so far
as we can, keep our minds free to treat on its merits and without
prejudice any piece of programme-music that may come to us in
the guise of a String Quartet. There have already been one or
two experiments in this direction by English composers:
Mr. Speaight's " Puck," Mr. Goossens's " Jack o' Lantern," and
Mr. Holbrooke's "Pickwick." Perhaps the short works for
chamber music combinations fostered by the enterprise of
Mr. Cobbett, of which we have had so many lately, may lend
themselves more readily to descriptive writing than the old
four-deckers ; but it is likely that musicians of such tendencies
will always prefer a larger canvas, and that the String Quartet will
remain the ideal medium for music of the purely subjective kind.
There are many writers of fine Quartets whose names even I
have not hitherto mentioned: Cherubini, Spohr, Sgambati,
Borodin, Taneiev, Glazounov, Stanford, McEwen, Hurlstone,
Wood, Bridge, and of course many others. Even the barest
account of their work would furnish material for a separate
Paper, but I may remark that it is not without significance that
some of our most advanced modern musicians have essayed
String Quartet writing. The delicate, decorative style of modern
French music adapts itself easily to such a medium, and our own
modern English school is well represented. It is not difficult to
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discern the reason of this continued activity. It might be
thought at first that the varied and gorgeous orchestral effects at
the disposal of the modern composer would serve as a lure to
draw him from chamber music; but the genuinely gifted
musician sees that many of these eflects can be secured by
writers of comparatively inferior powers. The writing of String
Quartets then becomes a kind of challenge to all-comers. It is a
field where all meet on equal terms, and where the best man
wins. Nothing is a more searching test of real musical gifts than
the ability to write an interesting Quartet. If a composer has no
melodic invention, no power of developing themes, no sense of
form and balance, he may write a very effective Symphonic-Poem,
but the String Quartet will find him out.
Since writing this Paper I have had an interesting letter from
Dr. Southgate, who is unfortunately not able to be present this
evening. He is disturbed by the item in my synopsis: " Sudden
appearance of a Quartet as a musical form," and calls my attention
to works for various instrumental combinations by English masters
such as Ravenscroft and Dering.
Now I have no doubt Dr. Southgate is perfectly right. The
formal connection is clear between the old string works and the
Haydn Quartets. But this is not precisely what I meant. I
believe Haydn's to be the first elaborate four-movement works
written specifically for two violins, a viola, and a 'cello,—works
which in their intimacy of feeling and the high finish of their
instrumentation will not bear any doubling of parts, and which
cannot be satisfactorily performed by any other combination of
instruments. In this sense it was that I said the String Quartet
started with Haydn. This kind of specialization is a characteristic
of modern music. In much of Bach's concerted music, for
instance, the bass part of the clavier may be reinforced by the
'cello at the discretion of the performers, and there is often little
of that regard to special qualities of tone and to the individual
genius of the particular instruments written for which we find in
later writers. In these old masters the music—i.e., the progression
and blending of parts,—was the thing, and the adaptation to any
particular medium was a secondary matter. Although I am not
a learned musician, as I said before, I have heard a good deal of
the delightful music of which Dr. Southgate speaks, but I do not
see how it affects Haydn's claim to be regarded as the father of
the String Quartet as we know it at present.
12»Vol. 42
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DISCUSSION.
THE CHAIRMAN: Before proceeding with a vote of thanks
to our Lecturer, and before asking the musicians present to give
their valuable views on this interesting subject, I am going to
permit myself a few remarks. With the Lecturer's disclaimer of
the suitability of the title proposed to him, " Evolution of the
String Quartet," I am partially in agreement, but only partially.
Haydn's appearance on the scene, so far as the Continent of
Europe is concerned, was certainly a sudden jump into some-
thing approaching perfection. It reminds one of the mythical
Minerva issuing fully-equipped from the head of Jove.
Boccherini, a contemporary, wrote more Quartets and still more
Quintets than Haydn ; but, speaking as a player, I can honestly
say that neither I nor my friends have ever had the patience to
play one of them through—they are of antiquarian interest only.
Better are the Quartets of Ph. Emanuel Bach and Dittersdorf, the
former of whom is said to have influenced Haydn slightly, but
there is nothing in either to disturb Mr. Walthew's contention.
But if, instead of turning our attention to the Continent only, as
Englishmen are very apt to do, we look nearer home, a distinct
evolution is to be seen, and a very gradual one. The revival of the
Fancies, for which I am responsible, and to which Mr. Walthew
kindly refers, is in itself part of this evolution, beginning as it
did in the sixteenth century with the " In Nomines," in which a
fixed tune appeared in one of the parts, the others imitating it
Then followed the Fancies, which possessed a feature that
writers, during this war especially, are constantly telling us is
distinctively British. They were free and individual in character.
Another feature was that they were in one continuous movement
Though no longer in the chamber music repertoire, they exercised
in their day some influence upon it; even, I suggest, among
Continental musicians, to whom they were well known—just as
the chest of viols exercised influence upon its successor, the string
quartet of Haydn's time and all time. Sir Frederick Bridge and
Dr. Southgate, whose unavoidable absence I deplore, have both
done much to make known the beauties of the Fancies written
by Purcell, Ueering, Ravenscroft, and many others, tracing them
through the Suites, in which distinct sections took the place of
continuous movement to the Sonata. This surely is evolution.
Something analogous is happening to-day. The composition of
Phantasies, or modern Fancies, proved to be a useful short
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form for chamber music programmes. They are written besides
in Sonata form; but there is this difference to be noted—the
Phantasies have not fallen out, but remain as one of the
accepted forms, just as the Overture remains in the orchestral
programme side by side with the Symphony. After Haydn there
was no evolution, but addition. Here I am entirely with
Mr. Walthew. It is a wonderful, and to lovers of chamber
music, thrilling story, if it is told how a succession of additions
was made to the repertoire, and yet how Father Haydn never
suffered eclipse. There has been no supplanting of one species
by another, no survival of the fittest The old species, founded
by Haydn, survives side by side with the works added since.
Mozart and Beethoven seem almost part of Haydn; the three
form a triptych which remains, as Greek sculpture remains, for
the admiration of posterity. With Beethoven first entered the
element of passion into Quartet writing; and with Schubert, as
Mr. Walthew says, the lyrical element enters—Rafi, Rubinstein,
Volkmann following, without succeeding in obtaining a real foothold
in the repertoire; but Borodin, the Russian, in his two Quartets, has
written in a fashion which entitles him to a more permanent
place. Mendelssohn, too, though criticism points to a certain amount
of padding in the inner parts, survives for this reason: his quartets
are delightful to play, and will always form part of the home
repertory. With Schumann came the romantic element, and in
spite of the pianistic touch to which Mr. Walthew objects, but
which I submit is of great assistance to the art of string writing,
bringing in new, less hackneyed, though less easily surmounted
technique, one delivers oneself up to the romantic feeling
engendered by his music. Brahms follows Schumann with not
only the romantic sense, but a certain noble sensuousness—for
sensuousness has its noble as well as its ignoble side—always
allied with perfect form. Brahms was once quoted as austere,
but present-day interpretations have altered that conception of
his tendencies. The composer who first brought austerity into
the string quartet, to my mind, was Cesar Franck. He was the
writer of one Quartet only, but he is followed in France by d'Indy
and others who work on similar lines, making of austerity almost
a cult. There is austerity also in the Quartets of Taneiev, the
Russian. In Cherubini and Verdi, who are not very important
in this connection, the operatic element prevails; and in some
other composers the folk-song element—never, by the way,
entirely absent from the work of the great writers of chamber
music—is prominent. One of them, Dvorak, as our Lecturer has
told us, is more permeated with folk-song influence than any,
excepting Grieg perhaps. The Russians are full of i t Irish
folk-songs are heard in Stanford's, Scotch in McEwen's Quartets.
In modern music there is mere passion than in the old ; though
two Frenchmen, strange to say, each writing a single Quartet, have
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succeeded in banishing passion from their pages,—Debussy and
Ravel. The character of Frenchmen, both in art and in war, will
always remain a mystery to me. They always do the unexpected.
Frank Bridge has brought into quartet-writing an exceptionally
sure touch in the production of string effect, and a greater
realisation of Mr. Walthew's stipulation that the '' parts should
be of equal value." His scoring is very rich in consequence.
Waldo Warner has brought light thematic material into quartet-
writing, with sure musicianship in the treatment of it. With Mr.
Walthew himself has come a renascence of classical feeling. I
should like to speak of his recently composed String Trio as
being especially a gem of British music. So composers go on,
not evolving but always adding, to the repertoire, which is
now of noble proportions. If I were inclined to take exception to
anything in Mr. Walthew's instructive lecture it would be to two
little things he has said of Haydn and Beethoven. He speaks of
a "cold manipulation of patterns" by Haydn. He may have
deliberately balanced one key or one chord with another—why
not ?—but the warmth is always to be found in the thematic
material which musicians of great accomplishment like Mr.
Walthew are apt to undervalue. With his remarks about
Beethoven I partly agree. Spontaneity was not one of his
qualities. His music was the outcome of much pondering, much
brooding—you may say, of much seeking for the mot juste—to
express the intensity of his feelings. But in exchange for
spontaneity we get in Beethoven's Quartets qualities which Mr.
Walthew has himself indicated in a way which could not be
bettered. He speaks of certain passages as having ethical
significance, and certainly they have. Think of the Adagio in
the eighth, the Cavatina in the thirteenth, the movement
in the Lydian Mode in the fifteenth, and the Adagio of the
sixteenth Quartet. He speaks of the difference between his
own conception and Mr. DunhiU's of the Scherzo of the first
Razoumovsky Quartet. I am inclined to think that both are
right. I do not believe Mr. Dunhill meant the same two bars. It
begins in a whimsical, playful manner, and the mocking humour
comes afterwards, but Beethoven was never sinister, never even
Heinesque, if I may use the word. He is always nearer to the
metaphysical than to the ironic, to my mind. Regarding the
melodramatic in quartet music I cannot say that I resent its
occasional introduction any more than I do that of the Witches
in " Macbeth," or the Ghost in " Hamlet." It is heard with
splendid effect in the Storm Quintet of Beethoven and the
G major Quartet of Schubert. As to the orchestral in quartet
writing it must not be forgotten that there is chamber music
and solo chamber music, the latter for performance in large halls,
for which music which verges, like Grieg's Quartet, on the
orchestral, is suitable. I hope I have not detained you too long
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with my remarks. We shall be glad to hear from other
speakers.
Mr. H. H. STATHAM: I should like to remark on two
expressions which have been used in Mr. Walthew's paper.
There are a good many rather vague ideas in regard to the word
" classical." I think the true signification of " classical" is that it
refers to works—whether in literature, music, or architecture—
which are so well balanced in form and so completely studied in
regard to the relation of details to the whole, that they are worth
taking as models. It is hardly correct to say that "classical"
means what is old. It only means so in this way, that it is not
till a century or so has passed that you find out that a work has
stood the test of time. We see instances of this in literature.
When Victor Hugo wrote his tremendous dramas of crime they
for the time carried everything before them, and it was supposed
that the romantic drama had fairly killed the classical. Yet no
one cares about those plays to-day, while Racine still retains his
place as a classic. Many years ago I was much struck with
Raff's " Lenore " Symphony, and should like to hear the Finale,
at least, again; but it could never be regarded as a classic: it
makes a romantic appeal for the moment, but could not be taken
as a model. The other expression referred to is that terrible word
" progress." There is no greater illusion than that which prevails
largely among art critics, that there is a necessary progress in art
from one generation to another. There is necessary progress in
science, because science deals only with facts, and the facts
discovered in one generation form the starting-ground for the
next generation. But there is no progress of the same kind in
an art such as music. If it were so, we should be landed in the
conclusion that Mendelssohn, for example, must be a superior
composer to Bach. I quite agree with what Mr. Walthew has
said as to the difficulty and undesirability of importing programme
music into the String Quartet. But there may be such a thing as
a fancied programme in the composer's mind, which he encouraged
in order to draw suggestions from it for his music. If I remember
right, Haydn himself said that in order to stimulate his ideas he
was accustomed, in composing a Quartet, to imagine to himself
the incidents, for instance, of a journey or of an excursion. But
he never imitated them in a realistic manner; he only symbolised
them. May I conclude by proposing a vote of thanks to
Mr. Walthew for his interesting and delightful paper?
Dr. YORKE TROTTER : In Quartets written for string instruments
we get on a small scale the most perfect form of art that it is
possible for us to obtain. Keyed instruments are of necessity
out of tune, and in an orchestra it is impossible to have perfect
intonation throughout, but in a String Quartet there should be
nothing to offend our ears; the intonation should be perfect.
May I refer to what has been said about " progress" ? We must
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not consider that change is always for the better ; we may move,
but move backwards instead of forwards. But unless there is
movement of some kind there must be stagnation, and stagnation
is fatal to life. We may not necessarily reach higher points in
our progress, but move we must if we wish to insure vitality.
We must move in conformity with the spirit of the age in which
we live, and in the direction our own feelings point out to us.
When we talk about progress we do not mean to say that this
generation is necessarily better than the last; that, for example,
the modern dramatist is a greater man than Shakespeare. What
we mean is that our ideas are not exactly on the same plane as
those of our ancestors, that we have moved in one direction or
another. Another point that has been mentioned is that of
programme in quartet music—a subject on which I entertain
strong feelings. We must not think that because the composer
may have had his imagination stimulated by some outside
phenomenon, therefore his music expresses some definite
programme; what really matters is his own nature. In many
cases composers receive stimuli from unimportant things that
would have no eHect on other persons. These stimuli must not
be taken into account in considering their work, for their
compositions are an expression of their own nature, no matter
what has moved them to compose. So, then, the essential thing
is the personality of the composer. I know that attempts have
been made in the direction of programme even in the String
Quartet, but I cordially agree with Mr. Walthew when he
expresses the opinion that in this type of music there should be
no programme. Directly you try to make your Quartet express
something definite you kill the beauty and immensity of the
whole thing ; you confine to one narrow sphere of thought, to
one little room, something which should be almost illimitable.
So, personally, I hope it will never be the fashion to make
quartet music a means for programme. Such a result would, to
my mind, destroy all that is great and beautiful in this art-form
Mr. PERCY A. SCHOLES: I have been very much interested
in a fine lecture. I think it is a very good thing for us to have
had within the short space of fifty minutes such a wide survey
of the subject And your own remarks too, Mr. Chairman, are
of great interest Since you have called upon me to speak, I
would like to allude to two happy features of musical life in this
country at the present time. As we all know, there are certain
forms of music-making which can also be the means of money-
making. If a man writes an opera he certainly hopes to make
money out of it If he writes songs or pianoforte pieces there is
quite the probability that he may, if not become rich, at any rate
add something to his income. But if he composes chamber
music there is little (perhaps no) chance at present of his making
money. Very well then, if we find young composers devoting
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their best energies to the production of chamber music, I think
it speaks very highly of their sincerity. And that is what is
happening in this country at the present moment It is simply
wonderful that despite the war new chamber works are being
produced, one may say, week after week. You, Mr. Chairman,
if we called upon you to do so, I am sure could give us without
a moment's thought the names of a dozen young composers who
have written admirable chamber music since the war began. I
think this is great evidence of sincerity amongst our composers,
and. since sincerity is the starting-point of progress, I think we
may congratulate ourselves upon a very happy condition in British
musical life to-day. And there is another promising sign.
Amongst these chamber music works which are being produced
in such abundance, a number are works which are likely to appeal
to a larger public than the old four-movement form. The String
Quartet in four movements, when you get past Haydn and
Mozart, does not interest the man in the street very much—it has
become a little bit too long, a little bit too complex in structure—
and though the roan in the street may have a musical nature, he
finds the String Quartet rather beyond him. But nowadays (I
suppose it is really quite a modern phase in chamber music) we
have a lot of short one-movement works. We all know, Ladies
and Gentlemen, that we have to thank our Chairman very much
for that, because in his capacity as patron (he is both performer
and patron) be has much encouraged young composers to write
in what he himself calls. Phantasy form. I have no doubt that
encouragement was the beginning of this movement Since the
movement began, and especially within the last few months, there
has been a big development of it Composers have taken to
writing short works which, though not in that Phantasy form, are
short and bright, and which tend very much to lighten chamber
music programmes. Hence, at such String Quartet concerts as
that given by the London Quartet last Saturday, there is a style
of programme which is likely to appeal and is appealing to a
much enlarged public. In an orchestral programme you would
usually not think of having more than one Symphony, and then a
number of shorter pieces, overtures and so forth. But chamber
music players have been doing something which no orchestral
conductor would have dared to do; they have been putting upon
their programmes, so to speak, three Symphonies. But now,
largely owing to our Chairman's influence, we are having these
shorter works. We must remember that our Lecturer has written
such shorter works, and some that he has written are indeed very
delightful. I think this afternoon we have had a very happy
combination in our Chairman and Lecturer—the one performer
and patron and the other performer and composer. Well,
Mr. Chairman, when you called upon me I did not mean to
speak at this length; but I do think that the two facts to which I
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have called attention are really vital in our British musical life.
Firstly, that our young composers are writing a great deal of
chamber music; although they cannot make money out of it,
they are giving their energies to chamber music almost more than
to any other form of music—so it seems to me. And, secondly,
that the chamber music now being produced is on the whole
shorter and brighter than the work produced in the past, and
is therefore likely to widen the circle of appreciation for
chamber music.
T H E CHAIRMAN : The last speaker mentioned that I could give
you the names of a dozen composers who have produced new
chamber works since the war broke out I have put down on
the spur of the moment the names of seventeen I have thought
of since he spoke, and I know there are many more. I will read
them : Frank Bridge, Waldo Warner, T. F. Dunhill, J. Holbrooke,
R. H. Walthew, E. Goossens, Arnold Trowell, N. Gatty,
York Bowen, J. Irvine, O'Connor Morris, H. Darke, P. Sainton,
W. H. Reed, J. B. McEwen, Susan Spam Dunk, Sir C. Stanford.
I think that is a remarkable record for the country, especially
when it is remembered, as Mr. Scholes has said, that there is no
living to be got out of chamber musiS; it must be done purely for
the love of art. I respect our artists and composers for what
they have achieved: it is beyond all praise.
The vote of thanks was then passed.
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